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MOZART: SINFONIA CONCER- 
TANTE IN E FLAT MAJOR, K.364 
for Violin, Viola and Orchestra 
(30! £2" ] 

I. Allegro maestoso 
[side 1, band 1—13’15”] 

II. Andante 
[side 1, band 2—10’47 ’’] 

III. Presto [side 2, band 1—6’10’’] 

The sinfonia concertante—a sym- 
phony with parts for solo instru- 
ments — derived from the concerto 
grosso, and was much cultivated to- 
wards the end of the eighteenth cen- 
tury by composers of the Mannheim 
and Paris schools. Mozart wrote a 
number of works in this form be- 
tween 1773 and 1779, but important 
though they are, they pale into in- 
significance beside the masterly Sin- 
fonia Concertante for violin and 
viola which he composed in Salz- 
burg in the summer of 1779. Though 
the orchestra (strings, oboes and 
horns ) is as modest as that used in 
his youthful violin concertos of 1775, 
the musical language is that of the 
mature Mozart, and the prominence 
and the scrupulous equality of the 

ALEX POIGNANT 

two solo parts gives the work the 
stature of a true double concerto. 
It is worth noting that the solo viola 
part (perhaps originally played by 
Mozart himself) was written in D, 
requiring the player to tune his in- 
strument up a semitone, thereby 
achieving a more brilliant, penetrat- 
ing quality than that of his col- 
leagues in the orchestra. 

The first movement is, themati- 
cally, one of Mozart’s richest. Two 
important subjects—a sliding phrase 
on the first violins, to which oboes 
and divisi violas reply, and a fanfar- 
ing motif in thirds on horns and 
oboes in turn = are included in the 
majestic orchestral introduction. 
The two soloists present three of 
their own:.the first at their memora- 
ble entry in octaves; a second, pliant 
and eloquent (and in G minor) a 
little further on; and a third, climb- 
ing and exultant, towards the close 
of the exposition. Yet another theme, 
a sombre, somewhat hesitant utter- 
ance, also in G minor, opens the de-. 
velopment, which is prefaced by, 
and also includes, the dramatic trill- 
ing figures that made.their first ap- 

pearance during the course of the 
characteristically Mannheimish cre- 
scendo in the opening tutti. The 
remainder of the development is 
concerned largely with imitative 
runs and arpeggio figures for the 
solo instruments. In this movement 
and in the Andante which follows, 
Mozart’s own cadenzas are models 
of their kind. 

The Andante is notable, even in 
relation to Mozart’s other move- 
ments in C minor, for the darkness 
of its coloring, and for the measured 
pulse of its elegiac main theme. The 
solo instruments amplify and embel- 
lish it with the utmost eloquence, 
the viola gently leading the way to a 
second theme in E flat major, which 
the orchestral strings initiate con- 
trapuntally.. There is no develop- 
ment or middle section; instead the 
material already heard is repeated 
with richer ornamentation and 
against an intensified harmonic 
background. The last movement is 
a spirited rondo with two episodes, 
both of which begin with the same 
tune but are introduced by violin 
and viola respectively. After the 
third return to the rondo theme the 
sequence of events is adjusted in 
order to bring the work to a brilliant 
and. exuberant finish. 

HAYDN: CONCERTO NO. 1 IN 
C MAJOR, Hob. VIIa:1, for Violin 
and Orchestra [side 2—18’18”’] 
Cadenzas by Yehudi Menuhin 

I. Allegro moderato 
[band 2—9’10’’] 

II. Adagio [band 3—4’26” | 
III. Finale (Presto ) 

[band 4—4’42”’] 
Haydn was less of a virtuoso musi- 

cian than either Bach, Handel or 
Mozart, and the limitations of his 
own technique may be sensed in his 
concertos for keyboard instruments. 
His violin concertos (of which three 
authentic examples have been pre- 
served ) were, however, written not 
for his own use but for Luigi 
Tomasini ( 1741-1808 ), who was for 
thirty years Konzertmeister of 
Haydn’s orchestra in the Esterhazy 
household, and are, in some re- 
spects, more adventurous, The C 
major Concerto (inscribed “fatto 
per il luigi’) probably dates from 
1761-5, and is more reminiscent of 
Bach and Vivaldi than suggestive of 
Mozart. The measured opening AI- 

legro is in baroque ritornello form; 
the F major Adagio is an aria in in- 
strumental guise, framed by a recita- 
tive; and the concluding Presto is a 
nimble rondo in which, as in the first 
movement, Tomasini was given ani- 
ple opportunity to show off his skill 
in double-stopping. 

Note © 1963 Rosin GoLpDING 

It was at the invitation of Yehudi 
Menuhin, in his capacity as Artistic Direc- 
tor of the Bath Festival, that Rudolf 
Barshai brought his much-legended Mos- 
cow Chamber Orchestra to England for 
the first time in 1962 to give a series of 
concerts at Bath and, soon afterwards, in 
London at the Royal Festival Hall. Of the 
many impressive aspects of their visit, two 
at least will long be remembered as being 
particularly outstanding. One of them was 
when the Bath Festival.Orchestra joined 
forces with their Russian colleagues for a 
stunning performance of Michael Tippett’s 
Concerto for Double String Orchestra 
(which they recorded for Angel on the eve 
of the London performance); the other was 
the occasion when the directors of the two 
orchestras collaborated as soloists in Mo- 
zart’s Sinfonia Concertante. 

Then, as now on record, Menuhin and 
Barshai proved themselves to be the per- 
fect interpreters of one of Mozart's most 
perfect compositions. Both at Bath and 
London their superb accord and mutual 
recognition of the music’s greatness pro- 
duced a magical quality of playing that 
held the audience in thrall. And such was 
the extraordinary enthusiasm of the ap- 
plause that greeted their performance that, 
in London at least, they were forced to give 
an encore of the sublime slow movement 
which to many seemed if anything even 
more inspired and beguiling than before. 

MORE MUSIC FROM THE 
BATH FESTIVAL 

(S) indicates Stereo. 

The Moscow Chamber Orchestra, 
conducted by Rudolf Barshai: 

PROKOFIEV (transcr. Barshai): Visions fu- 
gitives. TIPPETT: Concerto for Double 
String Orchestra—with the Bath Festival 
Chamber Orchestra. (S)35981 

The Bath Festival Chamber Orchestra, 
conducted by Yehudi Menuhin: 

MOZART: Violin Concertos No. 3 in G | 
(K.216) and No. 5 in A (K.219) — 
Yehudi Menuhin, violin. (S)35745 

MOZART: Violin Concertos No. 4 in D 
(K.218) and No. 6 (or 7) in D (K.271a) 
—Yehudi Menuhin, violin. (S)36152 

BACH (ed. Boyling): The Musical Offering 
—Members of the Bath Festival Cham- 
ber Orchestra, with Elaine Shaffer, flute; 
Yehudi Menuhin, violin. (S)35731 

BACH: Concerto in D minor for Violin and 
Oboe (BWV 1060). HANDEL: The Three 
Oboe Concertos. vivALpI: Concerto for 
Four Violins and Orchestra, Op. 3 No. 
10—Léon Goossens, oboe; Yehudi 
Menuhin, violin. (S)36103 

-HANDEL (ed. Boyling): Water Music (com- 
plete). (S)36173 

Library of Congress Catalog Card Numbers R 64-1082 and 64-1083 (mono)and R 64-1084 and 64-1085 (stereo) apply to this recording, 

THis RECORDING SHOULD BE PLAYED ONLY WITH A STEREO CARTRIDGE & STYLUS. 
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